art plays upon our nervous systems but is frequently understood through language, text and reading as the privileged means of analysis and representation. Beyond Text?
advocates that there are still new, critical insights to be made through text and in writing culture and aesthetics into anthropological theory but at the same time argues that there are other modes of representation-including the combinations of visual, aural and material productions assembled in this book and the accompanying DVDthat facilitate different kinds of theoretical, sensory and interpretative encounter and which utilise non-linguistic and non-textual knowledge. As neurology has long shown, not all thought processes take place in language and routinely incorporate various non-linguistic and non-symbolic modes of thinking and being that operate beyond or at the threshold of language. However using or accessing such knowledge in practical research contexts or in pursuit of a better understanding or representation of the social lives of other human beings is far from straightforward. It is the kind of knowledge that Dwight Conquergood claims 'is anchored in practice and circulated within a performance community, but is ephemeral' and as such is different from the propositional or declarative knowledge that 'is anchored in paradigm and secured in print ' (2002: 145) .
Experiment
There are multiple ways that encounters with otherness and alterity can be approached or characterised. One way is through experimentation, including experimental methods, new modes of writing and alternative exhibition making. In the realm of ethnographic writing, Clifford and Marcus's watershed volume Writing Culture: The attempted to realise anthropology's theoretical, aesthetic and sensory concerns in the field by creating a multi-sensorial structure in a Venezuelan marketplace consisting of pipes, plastic-sheets, asphalt, onion sacks and carrier bags in collaboration with the market's workers. The aim being to emphasise through the everyday materials of the market, the material affects and occasional violence of daily market life under the looming presence of the Venezuelan oil industry. Such an approach, gives an example of how the theoretical, textual and documentary imperative found in anthropological analysis might productively be transformed into fieldwork techniques and ethnographically grounded modes of representation that can communicate the properties of people's everyday lived experiences as they emerge in action.
Such approaches follow in the pioneering footsteps of Victor Turner's attempts to bring ethnography to life through performance and drama. Turner was particularly interested in how corporeal experience and emotion could be evoked through the aesthetics of the performing body, and explicitly recognised that ethnographywhether understood in terms of fieldwork practice or as a mode of dissemination and representation-is a particular type of performative and collaborative activity that can be used to research and represent the complexity and diversity of human experience.
Turner's students would not only read ethnographies but enact and perform them in order that the social life and rituals of other places could be brought to life and partially experienced, if not understood, in their nervous systems and bodies. Here, Turner's emphasis on experience recalls the word's close etymological link with experiment insofar as both terms share the same root where ex signifies "out of," while peira means "attempt, trial, test". Conceptualised and enacted as such, experience retains the character of a testing-out in the face of the unknown and the unfamiliar. Consequently, rather than being concerned primarily with the past or present, experience is often explicitly orientated toward the future, implying a type of movement toward something not yet known or experienced, rather than something that has already happened, defined and interpreted. Experience, when used in this sense of a testing out or experiment vis-à-vis something whose outcome is undetermined, sets up the possibility for establishing new existential perspectives and understandings.
Incorporating Turner's ideas and techniques alongside those used by creative artists (Irving 2007 , Schneider and Wright 2005 , 2010 Every text, story or trip, in short, is a journey made rather than an object found. And although with each journey one may cover the same ground, each is nevertheless an original movement. There is no fixed template or specification that underwrites them all. (Ingold 2007: 16) The challenge in attempting to go Beyond Text? is not simply to explore modes of experimental practice, methodology and representation that are made possible through audio and visual technology but to stay mindful of the question of how 'voice' might be politically and morally articulated or positioned in forms beyond the written word.
The creation of such experimental ethnographic contexts and media spaces, explicitly links the realms of sensory perception, aesthetic appreciation and the operation of technology in describing cultural otherness, and can be seen as part of a history of modernity that Michael Taussig describes in his work Mimesis and Alterity (1993) .
Taussig draws on the works of James Frazer and Walter Benjamin to argue for the magical power of the copy, as manufactured through technologies such as photography and the gramophone, to create a sensuous sense of contact with what has been copied. The representational force of the copy is derived from this stickiness of the referent as an affective presence of the original.
Power of images/agency of objects
The possibility of using images, objects and sounds to think with anthropologically, as well as for ethnographic representation, intersects with theories in visual studies about the 'power of images' and from material culture studies about the 'agency of objects'. These theories have reinforced attempts within visual anthropology to recognise the ethnographic value of artistic works and practices and have also highlighted the capacity of anthropological film-making and exhibition-making to overcome the descriptive limits of text in evoking qualities of presence and feeling.
These qualities evoke the idea of aesthesis in its original meaning of sensory perception and bodily feeling. The embodied dimension of the aesthetic forms the basis of what Eagleton describes as "deep subjectivity": a nervous and sometimes dangerous area of activity that raises important epistemological questions for anthropology and its basis in the face-to-face encounter and extended participant observation in the field. The subsequent theorisation and translation into text of the corporeal and aesthetic experience in the field, recalls Baumgarten's (1714 Baumgarten's ( -1762 emphasis on the rational interpretation of the senses and his influential definition of aesthetics as the "science of the senses." Baumgarten's attempt to rationalise the senses was critiqued in subsequent years-not least by Tolstoy who saw Baumgarten's model as counter productive to the making and understanding of arthowever anthropology continues to struggle to find ways of representing and theorising the sensuous encounter in the field. The in-depth engagement with and participation in other people's social, sensory, aesthetic and political lives, combined the systematic application of method and theory, and, we are told, differentiates anthropology from other disciplines, and from other forms of encounter, such as journalism or travel. Sensory and aesthetic impressions, especially in the initial few weeks of fieldwork when they are perhaps the strongest, are mostly dismissed as irrelevant as the anthropologist gains a greater in-depth knowledge and understanding.
What might be gained, we must ask, in taking seriously the ephemeral and fleeting senses that we encounter in the field but do not achieve the requisite stability to enter into language, let alone theoretical interpretation? Can these sense impressions be ascribed an equal, but different status to other forms of knowing, and if so what epistemological and ontological underpinnings should we draw upon to differentiate the modes of knowing and understanding that emerge, and how might these be represented? Of course, the anthropological method of combining extended periods of co-dwelling with rational inquiry and textual representation does not guarantee understanding and sometimes reveals deep-seated discrepancies. At times, the disparity reaches the point of an incommensurable difference and radical otherness that not only challenges anthropology's epistemological grounding, but its whole 
Iconophobia -Writing
There is historical concern in anthropology about the capacity and power of images to represent and communicate in ways that text cannot, which Lucien Taylor describes as a kind 'iconophobia ' (Taylor: 1996) . At the root of this concern is the paradox of This should not be taken as a romantic or defensive posture about the need for the discipline to recognise the value of artistic creations that have the presence and potential to transgress or enhance the conventions of academic text. For it is hardly sufficient to argue that non-textual media can obviate the obscurantism of specialised academic language, only to find that they have become part of another rarified language of art appreciation. Instead our aim is to argue that there may be critical and creative competencies at work in artistic, non-textual or media productions and show how these have the capacity to offer anthropological insights of equivalent value to the standards set by the written text. The problem of going Beyond Text?' is not the literary question it might at first appear to be and should not be confused with existing critiques of approaches to 'culture as text' or 'discourse', nor should it be taken as a call for anthropologists to engage uncritically in experimentations with media other than writing which might result in an evaporation of the social, political or historical. there is often a point at which a student asks if they can produce a film, performance, photographic essay or sound recording as part of a dissertation. But in order to do so usually have to justify it in text and explain why it is necessary and what it is doing that a conventional ethnographic text could not. This orthodoxy is also widely reflected in the professional, disciplinary criteria for academic recognition and advancement which, unlike journal articles and monographs, has great difficulty in assessing non-textual media as viable forms of research and knowledge production.
Corporeal Presence, Art Making and Social Critique
A number of the epistemological, practical and representational concerns thus far discussed were raised in David MacDougall's book 'The Corporeal Image ' (2005) .
MacDougall calls for a visual anthropology that is not reliant on textual paradigms to justify itself and refers to the capacities of media to generate 'co-presence', meaning the ability to combine image, sound, text and object to evoke sensory experience and the simultaneous presence of different sensory phenomena. MacDougall has long argued that visual anthropology should overtly try to convey impressions, experiences, and understandings that resist or exist beyond spoken and textual description and explanation, while lamenting that anthropological films are too often fashioned as 'texts by other means' through for example an over-reliance on interviews and talking heads (MacDougall 2005) . The Beyond Text? conference was designed to respond to MacDougall's call for visual anthropology to develop alternative objectives and methodologies but it rapidly became evident that these questions were pertinent to many other fields of inquiry and held important implications for practice-based research across the arts and social sciences, especially in regard to the epistemological and evidential status of the material being produced.
There was an astonishing, even overwhelming, response to the call for papers, which open up and outline a conceptual territory that academic theories and ideas tend to follow, in the way that experimental techniques of writing, method and representation pursued by the impressionists, surrealists and situationists opened up ways of thinking that only many years later became accepted into social science.
The realm of the Senses
Elsewhere in anthropology it is within the realm of the senses rather than notions of participation, conceptual work or design that claims are made for an approach to anthropology as aesthetic production. Harvard University's 'Sensory Ethnography
Lab' under the leadership of Lucien Taylor is a leading example of an approach to media production led by and directed towards a sensory engagement with the subject that plays with and against the power of the image. Taylor 'perhaps it is necessary that sense not be content to make sense (or to be logos) but that it wants also to resound ' (Nancy, 2007: 6) . Beyond Text? with the emphasis firmly on the ? offers an alternative stance towards the capacity of non-textual media as tools for ethnographic research and representation and seeks to put this into practice by way of the accompanying DVD.
In the process of creating the works on the DVD there is a working through of ideasthat Paul Carter calls Material Thinking (2004) which is not simply about the operation of the technology's in question, and thus may avoid the determinist trap that
Ingold warns of whereby the mechanical means of production and the representational artifact are confused with the act of perception itself. The assumption that technologies of visual, sound and object production constitute forms of analysis and description in their own right, (alongside their adroit co-option or 'appropriation' by indigenous and marginalised peoples) has contributed to the idea of media as theoretical "objects of study", rather than a practical means of doing anthropology.
As such Beyond Text? argues for an experimental, practice based approach and explores the sensory perception and knowledge of the world that is made possible through the use and reception of different media practices and technologies. Our proposal is that this understanding is not necessarily the same as that which is arrived at when the primary mode of documentation and representation is the written text.
Nor is it a simply a function of the technology or media in question, but instead is the coming together and participatory immersion of the anthropologist or artist practitioner with the subject through their use of media. In this vein Christopher
Pinney productively suggests a model of the ethnographer as akin to a negative The manner in which sensory data is encountered within the flow of daily life was extensively considered by Erwin Straus (1963, 1966) 
